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In the second half of the eighteenth cen­tury, a number of painters of note f rom German­speaking countries found 
employment in Naples for a variety of rea­
sons. The political prerequisites included the 
conquest of the city by Charles of Bourbon, 
a son of Isabella Farnese and King Philip v 
of Spain. In 1734 the Spanish prince had 
been crowned king of the Two Sicilies as 
Charles VII. His marriage four years later to 
Maria Amalia of Saxony­Wettin, a daughter 
of Augustus i n , elector of Saxony and king 
of Poland, ultimately resulted in a readjust­
ment of Europe's dynastic f ramework , but 
initially it produced a new correlation 
between two quite different cultural spheres.1 
The exchanges between Saxony and Naples 
proved to be remarkably fertile, in spite of, 
or perhaps exactly because of, these 
discrepancies. 
The reign of Charles v n saw the beginning 
of the officially controlled excavations of the 
Vesuvian towns. Their documentat ion in the 
form of illustrated publications, in spite of 
the many difficulties involved, triggered 
an artistic reorientation that was greatly 
advanced—especial ly in German­speaking 
Europe — by Johann Joachim Winckelmann's 
observations on this "new antiquity" and on 
the problematic aspects of the excavations.2 
These factors are more closely intertwined 
than is apparent at first sight. I shall at tempt 
to retrace the chapters and stages of this cul­
tural transfer and consider its art­historical 
consequences. 
At the outset, the marriage between Charles 
and Maria Amalia entailed the importat ion 
of Saxon court culture, leading to the estab­
lishment of the first Capodimonte porcelain 
factory in 1742 and to the creation of porce­
lain cabinets in the royal residences, followed 
by commissions to Anton Raphael Mengs, 
the Saxon court painter then living in Rome, 
for portraits of the royal family and an altar­
piece for the chapel in the royal palace at 
Caserta. ' During the negotiations to bring 
Mengs to Naples, which dragged on f rom 
1755 to 1758, the painter became concerned 
that the Dresden court might intend to " lend" 
him to Naples without additional compensa­
tion. In these years, a friendship of far­reach­
ing intellectual consequences developed 
between Mengs and Winckelmann, who had 
arrived in Rome in 1755 supported by a 
Saxon pension. One of the tasks that the 
Dresden court had assigned to Winckelmann 
concerned Naples, perhaps in the expecta­
tion that the dynastic link between the two 
courts would result in preferential t reatment 
for the antiquarian: Winckelmann was 
instructed to travel there immediately in 
order to examine the new discoveries and to 
compile a report for Dresden.4 
The implementation of this plan turned 
out to be f raught with difficulties, so that 
Winckelmann's first of four trips to Naples 
took place only in March 1758.5 He first vis­
ited Portici, staying with Padre Antonio 
Piaggi, a former scriptor f rom the Vatican 
Library w h o was busy unrolling carbonized 
papyrus scrolls and making them legible.6 
The first letter Winckelmann wrote after his 
arrival was addressed to his friend Mengs in 
Rome and described the paintings of the so­
called Basilica at Herculaneum, including 
Chiron and Achilles and Marsyas and Olym­
pus, which were illustrated in the newly pub­
lished first volume of Le antichita di 
Ercolano esposte.7 The letter bears eloquent 
testimony to the power of Winckelmann's 
first encounter with the ancient paintings, 
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which he dated to the time of Nero. The 
young Achilles was drawn with a "maestria 
insuperabile," Winckelmann reported, prais­
ing its "franchezza" and "fiducia propria a 
gran maestr i" as well as its "pastosi ta" and 
"morbidezza," which he likened to the work 
of Correggio. At the same time, he reflected 
upon the reasons why the artist had only 
partially followed nature when depicting the 
shadows. Like most of his contemporaries, 
Winckelmann concluded from the white 
areas emerging f rom underneath the paint 
losses that the paintings had not been exe­
cuted in fresco.8 Discussion about the tech­
nique and artistic qualities of the paintings at 
Herculaneum, further advanced by Charles­
Nicolas Cochin le jeune and the comte de 
Caylus, marks a methodological and art­his­
torical turning point . 9 The ancient works 
were now viewed in relation to Renaissance 
and contemporary art.10 Since access to the 
royal museum at Portici and to the excava­
tion sites was severely restricted, Winckel­
mann's scholarly findings caused a sensation. 
The reports he sent to Dresden were pub­
lished in 1762 and 1764 and contributed to 
a surge in publicity for the Neapoli tan exca­
vations in German­speaking Europe ." The 
interest of German intellectuals and ama­
teurs was also stimulated by Memoire histo-
rique et critique sur la ville souterraine 
decouverte au pied du Mont-Vesuve, pub­
lished anonymously in 1748 in Paris and 
translated into German in 1749.12 
Winckelmann's letter to Mengs provides 
an accurate impression of their discussions 
on the subject of painting in antiquity, which 
prepared the artist for a stay of several 
months in Naples. He arrived f rom Rome 
in autumn 1759 to paint the portrait of the 
young King Ferdinand i v . " Winckelmann 
and Mengs had previously planned to spend 
time together in Naples, and in December 
1759 the antiquarian was still hoping to be 
able to visit the painter there in the spring.14 
Winckelmann wanted to illustrate some 
of the works of art at Portici in his Send-
schreiben — as the first published report to 
the Dresden court came to be known — and 
he anticipated that Mengs' privileged posi­
tion at the Neapoli tan court would enable 
him to circumvent the ban on drawing the 
works in the museum. But the restrictions 
were rigorously enforced, even for Mengs, 
and he was able to produce furtively only 
one drawing after the bust of Demosthenes. 
Winckelmann published an engraving of 
Mengs ' drawing in the Sendschreiben 
(fig. i).15 Beyond this, we know rather little 
about Mengs' first stay in Naples. He was 
accompanied by his wife and by his assistant, 
Anton Maron , who was subsequently his 
brother­in­law. The party stayed with Ber­
nardo Galiani, the publisher of an edition of 
Vitruvius that Winckelmann criticized,16 and 
Mengs cultivated the aforementioned erudite 
clergyman Antonio Piaggi.17 The artistic 
fruits of the seven months in Naples are diffi­
cult to pinpoint. What we do know is that 
during the stay Mengs finished the large 
painting Augustus and Cleopatra,18 and that 
immediately after his return to Rome he 
began the Parnassus in the Villa Albani 
(fig. 2 ) . " The fact that Mengs completely 
revised his original concept for the ceiling 
fresco reveals the indelible imprint of his visit 
to Naples. The most important change was 
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the addition of Mnemosyne, mother of the 
Muses, a figure clearly inspired by a personi­
fication identifiable as Arcadia in the paint­
ing Hercules with the Child Telephos f rom 
the Basilica at Herculaneum, seen here in the 
engraving f rom the Antichita (fig. 3).20 
The most obvious, but not unproblematic, 
indication of Mengs' engagement with 
ancient paintings was the forgery of Jupiter 
Kissing Ganymede (fig. 4).21 It appeared in 
Rome in September 1760, a few months after 
his return f rom Naples.22 This is not the 
place to discuss the history and reception of 
this perhaps too famous work praised enthu­
siastically by Winckelmann,2 3 but it is evi­
dent that Jupiter 's pose and drapery echo the 
same model as the Mnemosyne f rom the 
Villa Albani Parnassus. Winckelmann's obser­
vation about the ancient painters ' technique 
of depicting shadows was simultaneously 
taken into account and "corrected" by 
Mengs: the short, sharp shadows of the feet 
are clearly visible, but Jupiter's right arm 
also casts a shadow, which can be discerned 
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5. Angelica Kauffmann, Portrait of 
John Byng, 176$, oil on canvas 
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on his torso.24 Moreover, the classicizing 
accessories — footstool, sandals, bowl, and 
j u g — m a y have convinced Winckelmann that 
he was looking at an ancient work, leaving 
aside the composition's dependence on the 
Marsyas and Olympus reproduced in the 
Antichita, skilfully blended with a quotat ion 
f rom Raphael 's fresco Jupiter Kissing Amor 
in the Loggia di Psiche in Agostino Chigi's 
Roman villa, known today as La Farnesina.25 
The archaeological influence on the revival 
of antiquity reflects a widespread tendency of 
these years, as an oblique glance at Joseph-
Marie Vien's famous adaptat ion of an 
ancient genre scene confirms.26 When it was 
shown in the Paris Salon of 1763, The Seller 
of Cupids was extolled by Diderot.2 7 Success­
ful as it may have been in the area of the 
neoclassical decorative arts, for ambitious 
painters the maniere antique based on the 
exact imitation of ancient paintings remained 
merely a staging post en route to a deeper 
appropriat ion of the principles derived f rom 
the pictorial and formal repertory the Vesu­
vian excavations had brought to light. 
It was presumably her interest in the 
recently excavated works that prompted 
Angelica Kauffmann to visit Naples from 
July 1763 to April 1764, in addition to other 
factors such as the chance to cultivate new 
patrons among the city's diplomatic and 
courtly elite. The strategy was a success, 
since the artist's newly acquired Neapoli tan 
contacts paved the way for her move to Brit­
ain.28 Most of Kauffmann 's sitters in Naples 
were British, among them John Byng, who 
was portrayed against a backdrop of Portici 
and the smoking Vesuvius (fig. 5).29 On the 
table lies volume 2 of the Antichita, opened 
at the engraving of the Muse Urania from 
the celebrated cycle of the Muses from the 
Pompeian Praedia of Julia Felix. "1 At the top 
of the facing left­hand page, the words 
"merita di essere guardata con riflessione" 
(merits being looked at with reflection), 
while technically part of the text describing 
the engraving, are so prominent that they 
acquire programmatic meaning (figs. 6 
and 7). Wendy Rowor th has argued convinc­
ingly that this applies in two respects: from 
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the viewpoint of the sitter, who considered 
himself for tunate to obtain one of the 
sought-after copies of the Antichita, the 
phrase appears to comment on his study of 
Naples and its ancient a r t ; " and f rom Kauff-
mann's perspective, by contrast, the message 
becomes a motto for her encounter with the 
ancient paintings of Herculaneum. A case in 
point is an engraving f rom 1766 of a pensive 
young woman (fig. 8), dressed like the Urania 
from the Antichita and similarly posed but 
in reverse (see fig. j).32 Striking a balance 
between idealization and naturalism, this 
depiction epitomizes the principles underlying 
careful reflection on ancient models as recom-
mended in the passage from the Antichita. 
Byng, who was never to return to his home 
country, also commissioned a pair of Greek 
and Roman historical subjects f rom Kauff-
mann: Chryseis Returning to Her Father and 
Coriolanus Persuaded by His Family to 
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9. Angelica Kauffmann, Bacchus 
Finding Ariadne on the Island of 
Naxos, 1764, oil on canvas 
Kunstbesitz der Landeshauptstadt 
Bregenz 
Spare Rome.33 The pendants , completed in 
1765, reflect Kauffmann 's experience in 
Rome, where painters such as Batoni, Mengs, 
Nathaniel Dance, and Gavin Hamil ton were 
composing history paintings of ancient sub­
jects in Nicolas Poussin's classicizing foot­
steps. But her clumsy, awkward figures lack 
the precise draf tsmanship and painterly qual­
ities tha t the Roman clientele had come to 
expect f rom their artists. It is obvious that 
Kauf fmann had not yet developed the grace­
ful personal style that characterizes her later 
history paintings. Although this style, partic­
ularly effective in ancient subjects with a lyri­
cal flair, evolved during her years in Britain, 
the delicate female figures clad in light, finely 
draped fabrics, as well as the putti and chil­
dren that later became her t rademarks, all 
demonstrate the lessons learned through 
careful reflection on the ancient paintings 
f rom Herculaneum and their engravings. 
During her stay in Naples, the young 
Angelica Kauffmann had made the acquain­
tance of Johann Friedrich Reiffenstein, who 
was then experimenting with the creation of 
encaustic paintings and whose portrai t she 
etched while on a visit to Ischia. '4 On the 
recommendat ion of Reiffenstein, she met 
Winckelmann after her return to Rome. The 
antiquarian sat for her while preparing his 
Sendschreiben for publication.33 This connec­
tion supports Bettina BaumgartePs hypothe­
sis that Kauffmann ' s Bacchus Finding 
Ariadne on the Island of Naxos, dated 1764 
(fig. 9), could be read as a poetic paraphrase 
of Winckelmann's Gescbichte der Kunst des 
Alterthums.36 In the text, Winckelmann 
employs Ariadne, abandoned by Theseus, as 
a metaphor for his at tempt to provide a his­
torical account of ancient art: "Just as a 
beloved stands on the seashore and follows 
with tearful eyes her depart ing sweetheart , 
with no hope of seeing him again, and 
believes she can glimpse even in the distant 
sail the image of her lover — so we, like the 
lover, have as it were only a shadowy out­
line of the subject of our desires remaining. 
But this arouses so much the greater longing 
for what is lost. '"7 Convincing as it may 
seem, the suggestion that Kauf fmann owed 
her fascinating pictorial idea to the anti­
quar ian becomes plausible only when the 
painting f rom Herculaneum (shown here in 
the engraving f rom the Antichita), which 
Winckelmann describes almost literally, is 
taken into account: it shows the distraught 
Ariadne on a daybed, her gaze pursuing the 
retreating ship (fig. 10) . , s One of Winckel­
mann 's letters testifies to the deep impres­
sion left on him by the young, cosmopoli tan 
artist, and his portra i t by her hand seems to 
indicate tha t she was in turn stimulated by 
the conversat ions with him.39 Apparently 
they discussed the subject of grace, which 
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Winckelmann compared to water in that it 
"is perfected by having less taste of its 
own."4 0 The open book on which he rests 
his hands is propped up on an ancient relief 
of the Three Graces.41 
In 1782 Kauffmann returned to Naples, 
and during an audience at court she was 
given a commission by Queen Maria Caro­
lina for a very large portrai t of the royal 
family.42 Set in an English landscape park 
with a minimum of formality in poses and 
attire, the group portrai t of the royal couple 
and their flock of children, finished in 1784, 
speaks of Maria Carolina's openness to neo­
classical ideas and natural simplicity. The 
monumentalized family idyll is rounded out 
by a harp, a pram, and an ancient krater 
placed on a cippus. 
Apart f rom governing his kingdom, Ferdi­
nand iv's chief interest was hunting, as it had 
been for his father, Charles v n . 4 i It therefore 
fell to his wife to assume the mantle of cul­
tural mediator, a task to which Maria Caro­
lina devoted herself with even more zeal than 
Charles ' wife, Maria Amalia. When Maria 
Carolina left Vienna in 1768 for her mar­
riage to Ferdinand iv , her mother, the 
empress Maria Theresa, admonished her 
never to forget her German birth, and indeed 
she always followed this precept, whether in 
the acquisition of books for her private 
library or in favoring German­born artists.44 
In December 1781, by inviting Friedrich 
Heinrich Fiiger, then holder of a scholarship 
at the Vienna Academy in Rome, to decorate 
her library at Caserta, she intended obviously 
also to establish an up­to­date neoclassical 
style in Naples.4 5 Fiiger had been a pupil of 
the Mengs­trained Nicolas Guibal, court 
painter in Stuttgart; later, in Leipzig, he had 
studied under Adam Friedrich Oeser, one of 
Winckelmann's first teachers in art history 
during his stay in Dresden (1748­1755) . 4 6 
Fiiger had spent several years in Rome, 
studying initially under Mengs, and he had 
come to Naples at the invitation of the 
Habsburg envoy Anton Franz Lamberg 
( 1 7 4 0 ­ 1 8 2 5 ) in order to visit the excava­
tions at Herculaneum and Pompeii. The Bib­
lioteca Palatina at Caserta, the library that 
he decorated for the queen, who covered 
the expenses for Fiiger and his collaborator 
Andreas Nesselthaler out of her private 
budget, can be called the earliest and purest 
expression of the neoclassical style in 
Naples.47 The question of whether he also 
draf ted the complex program for the four 
large wall paintings is still unresolved.48 
Though Fiiger refers to the commission in a 
letter of October 1781 to Wenzel Anton von 
Kaunitz, he does not mention any icono­
graphic details.49 However, his previous 
training with Oeser, w h o was deeply inter­
ested in the invention of modern allegories, 
seems to support the hypothesis of Fuger's 
decisive contribution to the iconographic 
program of the library.30 Certainly Maria 
Carolina, a supporter of Freemasonry — 
Fiiger later became a Mason — took an 
active interest in the program, whose precise 
iconographical meaning remains unclear.51 
Revelation of Truth (fig. 11) features several 
significant motifs f rom the symbolic lan­
guage of Freemasonry.52 In the right­hand 
section of the picture can be distinguished 
the Muse Clio, indicating to the approaching 
figures of Marcus Aurelius, Epaminondas, 
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i i . Friedrich Heinrich Fiiger, Reve­
lation of Truth, 1 7 8 2 - 1 7 8 3 , tem­
pera and fresco 
Palazzo Reale, Caserta, Biblioteca 
Palatina 
Socrates, Homer, and Phidias the obelisk on 
which their names are inscribed. The two fig­
ures closing the group bear the idealized fea­
tures of Mengs and of Raphael, whose 
likeness seems to have been borrowed f rom a 
portrait of the young painter who appears 
here in the role of a new Raphael. The pen­
dant painting, the so­called Parnassus, 
depicts a procession of the Graces headed by 
Apollo and Abundance (fig. 12).5 ' They are 
greeted by peasants, shepherds, fishermen, 
and mothers. This appears to be an allusion 
to the topos of the Golden Age. The two nar­
rower wall paintings are devoted to allego­
ries: Poetic Inspiration and Rebirth of the 
Fine Arts (figs. 13 and 14). Even though 
Fiiger's style was defined by French academic 
classicism,54 the wall paintings in the Biblio­
teca Palatina at Caserta provide substantial 
evidence that he carefully scrutinized the 
paintings at Pompeii and Herculaneum. The 
friezelike disposition of the figures hugging 
the picture plane is reminiscent of Pompeian 
wall decorations such as the celebrated frieze 
in the Villa of the Mysteries, while the elon­
gated forms of the faces and their exagger­
ated eye shapes also recall ancient models 
recorded in the Antichita (figs. 15 and 16). 
Furthermore, both the painting technique, a 
mixture of fresco and tempera, and the mon­
umental simplicity of the library's decorative 
scheme reflect Pompeian influences.55 Having 
completed the library's decorations in 1783, 
Fiiger returned to Vienna, where a successful 
career as an academy instructor, history 
painter, and portraitist awaited him.56 Wall 
painting played no role in his subsequent 
career, which might have taken quite a 
different turn if he had decided to remain 
in Naples. 
The next German painter to settle in 
Naples was Jakob Philipp Hackert , who was 
appointed court painter in 1786.57 On his 
previous visits in 1770, 1772, and 1774, he 
had discovered the Arcadian beauty of the 
Campania Felix, the epithet applied since 
antiquity to the province of Naples, and he 
had also discovered the marketability of 
paintings of the eruption of Vesuvius." 
Hackert first came to the attention of Ferdi­
nand iv in 1784, when the king ordered four 
gouache landscapes for his study in the pal­
ace at Caserta.59 A commission for large oil 
paintings with views of the ports, the royal 
estates, and hunts followed. The artist's work 
for the court also included wall paintings at 
the Casino Reale in Cardiello and the hunt­
ing lodge at Fusaro as well as encaustic 
paintings for the Bagno di Maria Carolina in 
the Belvedere at San Leucio near Caserta in 
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Rebirth of the Fine Arts, 
1 7 8 2 - 1 7 8 3 , tempera and fresco 
Palazzo Reale, Caserta, Biblioteca 
Palatina 
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14. Friedrich Heinr ich Fiiger, Poetic 
Inspiration, 1 7 8 2 - 1 7 8 3 , t empera 
and fresco 
Palazzo Reale, Caserta, Biblioteca 
Palatina 
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15. Liberation ofAndromeda, 
engraving , Le antichita di Ercolano 
esposte, vo lume 4, Le pitture 
antiche di Ercolano e contorni incisi 
con qualcbe sptegazione (Naples , 
1765) , plate 7 
National Gallery of Art Library, Wash­
ington, Mark j. Millard Architectural 
Collection 
16. Medea Meditating, engraving , 
Le antichita di Ercolano espostey 
vo lume 1, Le pitture antiche di 
Ercolano e contorni incisi con qual­
che spiegazione (Naples , 1757), 
pla te 13 
National Gallery of Art Library, Wash­
ington, Mark j. Millard Architectural 
Collection 
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17. J a k o b Philipp Hacker t , The 
Great Theater of Pompeii, gouache 
( tempera) , 1793 
Klassik Stifttmg Weimar 
1793 and for the Villa Favorita at Hercula-
neum.60 In his compositions, Hackert fused 
the scenic beauty of Naples and its surround­
ings with an idealized image of tranquil 
country life. The shepherds and flocks of 
Campania and the picturesque ruins of the 
Vesuvian towns (fig. 17) became a projection 
space for an idyllic notion of the simplicity 
of Homer 's and Virgil's worlds.61 Hacker t 
also assumed the role of an artistic director 
for the Neapoli tan court. In Friedrich Anders 
(or Andres), who had studied under Mengs 
in Rome, he recommended to the Neapoli tan 
court an experienced restorer of ancient 
painting,''2 and in 1787 it was Hacker t w h o 
organized the t ransport of the Farnese collec­
tion of antiquities f rom Rome to Naples, 
which provided the main impetus for the cre­
ation of the Museo Nuovo dei Vecchi Studi, 
later called the Real Museo Borbonico and 
now the Museo Archeologico Nazionale.6 3 
Goethe, w h o had arrived in Naples in Febru­
ary of the same year, considered the painter 
"the driving force behind this enterprise."64 
At Hackert 's instigation, Johann Heinrich 
Wilhelm Tischbein, who had accompanied 
Goethe to Naples, was appointed director 
of the Accademia del Disegno in 1789. Since 
1772, as part of its at tempts to renew local 
painting, which was still caught in the wake 
of Solimena's influence, the Neapoli tan court 
had been in protracted negotiations to 
entrust this task to foreign artists.65 The 
first step was Tanucci's proposal to confide 
the reorganization of teaching to Mengs, 
w h o passed the winter of 1 7 7 2 / 1 7 7 3 in 
Naples.66 To extend Mengs ' stay, Ferdinand 
iv asked Charles m , in Madr id , then Mengs' 
employer, to give the German painter per­
mission to do some work in the royal palace 
at Caserta.6 7 Some years later the Neapoli tan 
court offered Mengs the position of director 
of the academy, but, as Mengs ' biographer 
Giuseppe Niccolo Azara recorded, the letter 
arrived just eight days after his death, in 
July 1779.6ti Although this first at tempt 
failed, it may have been a factor in Ferdi­
nand's appointment , ten years later, of 
another German as director of the Acca­
demia del Disegno. 
Implementing a syllabus based on aca­
demic principles, Tischbein labored for 
eleven years to renew Neapol i tan art, with 
limited success. He adhered to the principles 
of academic neoclassicism, but it seems tha t 
he had less interest in promot ing the study of 
the nude than Mengs, who was deeply con­
vinced tha t this aspect of academic training 
was essential to the format ion of an accom­
plished artist. Indeed, the surviving corpus of 
Tischbein's drawings includes no academic 
nudes.69 In spite of his comprehensive aca­
demic knowledge and remarkable literary 
erudit ion, the artistic legacy of Tischbein's 
Neapol i tan years was rather slim, especially 
in painting.70 Some of his major works, such 
as Goethe in the Campagna, Iphigenia and 
Orestes, Amazons Riding, and Castor and 
Pollux, though completed in Naples, were 
conceived and begun when he was still in 
Rome.7 1 It seems indeed that his main activ­
ity during the Neapol i tan period consisted in 
copying antique examples and in studying 
and sketching everyday life in Naples. The 
surviving drawings in Naples collections are, 
however, quite modest.7 2 Fleeing by boat , 
together with Hacker t , before the French 
invasion of Naples in March 1799, he was 
forced to leave behind his collection of 
ancient vases — now in the Kunsthistorisches 
Museum in Vienna 7 '—as well as his larger 
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18. Johann Heinrich Wilhelm 
Tischbein, Iris Serving Hera, c. 1800, 
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Museumslandscbaft Hessen, Kassel, 
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canvases, the famous portrai t of Goethe 
among them. It was only when Tischbein 
had reestablished himself in Germany that 
the impressions and materials gathered in 
Naples really bore fruit in his art, with far-
reaching consequences. 
From 1791 onward , Tischbein worked for 
Sir William Hamil ton, the British envoy to 
Naples, creating drawings of his second col­
lection of vases, which would be lost on the 
way back to England.74 According to Hamil­
ton's instructions Tischbein's drawings should 
be limited to "simple outline of the figures 
without unnecessary ornements or colouring" 
(fig. 18).75 While Tischbein was still in Naples, 
the Collection of Engravings from Ancient 
Vases was published in four volumes contain­
ing 240 plates, together with iconographical 
descriptions, an enterprise which exerted con­
siderable influence on neoclassical outline 
drawings all over Europe.76 Independently of 
the Hamilton project and while still in Rome, 
Tischbein had begun already around 1787 to 
make drawings after vases, cameos, and other 
ancient pieces, which he was planning to 
publish as a Homeric picture book. After 
many difficulties and a great deal of wasted 
effort, his Homer nacb Antiken gezeicbnet, 
augmented by explanatory texts by Christian 
Gottlieb Heyne, was published in several 
installments and editions from 1801 to 1823. 
It was never completed, as Hildegard Wiegel 
has shown,7 7 but in this book, both archaeo­
logical scholarship and the arts gained a 
highly useful reference work. 
Although such reproductions were 
undoubtedly Tischbein's most influential 
contribution to the revival of antiquity, his 
eleven years in Naples were to produce 
another late but highly original result: his 
forty­four oil paintings in the series known 
as the Idylls, executed in Oldenburg in 
1 8 1 9 ­ 1820 but conceived in 1787 in collab­
oration with Goethe.78 The two friends had 
envisaged a joint project, with Tischbein 
supplying the illustrations and Goethe the 
poetry. When the painter attempted to revive 
the scheme in 1821, he sent his watercolor 
sketches to the poet in Weimar. These and 
other sketches, such as those for the so­called 
Sibylline Books, bear witness to Tischbein's 
highly idiosyncratic reception of the art of 
the ancient Vesuvian towns.7 9 The seemingly 
naive approach manifest in these vernacular 
scenes (fig. 19), staged with great simplicity 
and a minimum of figures, is in fact based on 
a detailed knowledge of the formal principles 
of ancient painting. Those that evoke a 
mythical world (fig. 20) employ the same sty­
listic and expressive means as the paintings 
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i o . J o h a n n Hcinr ich Wilhelm 
Tischbein, The Cumaean Sybil in a 
Grotto with Vesuvius Erupting by 
Night, before 1806, black chalk , 
pen and b r o w n ink, and waterco lo r 
Reproduced from Christie's Inc., 
Drawings by J. H, W. Tischbein (New 
York, January 22, 2003), 131 
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of quotidian Arcadia. Tischbein's reminis­
cences of the contemporary world of the 
south had been transfigured by the distance 
in years and latitudes in the same way as his 
view of the ancient world (fig. 21). 
If the revival of antiquity on the Bay of 
Naples might be compared to a polyphonic 
chorus, German voices had a persistent part 
in it f rom 1760 to 1799, including major art­
ists of two generations w h o promoted neo­
classical ideals and principles all over Europe 
through the widespread reputation and dis­
tr ibution of their works f rom Dresden to 
Madrid or f rom Vienna to London and St. 
Petersburg. Dynastic relationships between 
the northern European courts and the court 
of Naples gave these artists the opportunit ies 
to become involved in the spreading influ­
ence of ancient art conceived as a new model 
for experiencing art within modern culture 
and everyday life. Their efforts in imitating 
antique models provided a long­lasting 
incentive for the promot ion of "Pompeian 
taste" in the north. 
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